Abstract: We can say that the Europidian Greek tragedy situated at the outset man to extreme limits, on the border where the divine begins. Any tragedy signifies and stimulates the energy of the hero to surpass himself through an incredible act of courage, to give a new measure of his greatness in the face of obstacles, to the unknown he meets in the world and in the society of his time. The tragedy shows us that in the very fact of human existence there is a challenge, or a paradox, it tells us that sometimes the aspirations of man come into conflict with the forces of the unexplained and destructive, which is beyond and yet very close to us. The poet and philosopher Euripides turns out to be a great humanist, he loves and sympathizes with the people, suggesting that by birth we are all equal.
"We are on the threshold of the great tragedies; the idea of this has been produced; the process has begun; the childhood of the genre now looks like a fait accompli. Lyric poetry will remain, now and further, with its welldefined status; however, there has spun off a new kind, with a personality of its own, with undeniable autonomy: the tragedy. All the prerequisites are given for a large development at the start, thus leading to adulthood one of the most substantial forms in which human consciousness has ever expressed problems, struggles and aspirations." 1 In the fifth century B.C., Greece is recognised as one of the most important centers in economic, political and cultural aspects. It started by being a manifestation of liturgical ceremonies of the life of public and of the cult; there was the great feast of the God Dionysos, God of wine and debauchery. All the manifestations were in honor of this God, the shows took place this way: a chorus recalling how the story would show the hero's fate, the song being interrupted by the lines of a single masked actor. As the content of the ideas of tragedies mirrors more than the lives of the people, social conflicts, ethical reasons or psychological dramas, the show evolves by also changing its structure. The role of the choir becomes minor, the action relying on the actors' performance, and the dialogue. If at first the actor interrupted with lines the interventions of the choir, who sung the entire story, he gradually turns into the character whose fate was presented. This development led to the emergence of acting as profession (in the works of predecessors of Greek tragedy, the author himself claimed the stage, the action, giving lines to the choir). Thus, Aeschylus indroduced the second actor, and Sophocles the third, the choir became smaller and the sung verse became dialogue. This evolution is accomplished in the tragedies of Euripides, in which the dramatic action has a more complicated structure than in the plays of his predecessors, also the psychological analysis of the characters is deeper, thanks to the innovation that he brings in the dramatic technique, namely the character's oscillating inner conflict, i.e. the use of the pros and cons, which leads to an increased tension of the dramatic conflict.
Euripides manifested in his art a lot more creative freedom than his mentors, both through the modification of the action itself, and by the way he put in on stage. He brings on stage the acts of sacrifice of high devotion. His heroes have an active life, being in a continuous battle, but not with the Gods (in Euripides' plays, the Gods remain the force with superior will, but they no longer have the power to punish), but rather with themselves, with their human nature. If in Aeschylus' and Sophocles' plays, the focus is on the greatness of the soul, the drama depicting people's destinies unfairly overturned, Euripides keeps the essence of renowned legends, focusing on the everyday drama, with its intensities and the variations of feelings it brings:
"Euripides appears as a special master for the skillful and ingenious way of rendering the pathetic statements made on the stage. He knows how to put in light the great passions, how to paint the turmoil and storms of the heart, how to arouse deep feelings of sympathy for the sufferings of his heroes, how to thrill the audience, how to inspire pity and terror, in the end, how to make use of increasing effects up until the production of an incomparable coup of theatre."
2 Therefore, what Euripides follows is the transposition of the dramatic character of the subjects, with particular reference to situations of violent and big passions. The names granted to the characters are not intended to evoke a historical content, what matters is the way in which the characters themselves produce tears, afflictions, deep disorders.
So, Euripides is talking about aspirations, moral laws, heroism, he inserts the respect between the spouses; he brings to the stage all that can impress or upset the human being: love, hate, jealousy, revenge, drunkenness, pride. Until Euripides, no one had put emphasis and did not reveal so well the passions of the human soul, many of his characters being full of vices and evils. He is also the one to introduce the plea, the meditation, bold lines, and he uses the prologue for beginning the show. Euripides, through his art, gives value to humanity, resorting to myths, focusing on fatality. His plays mark the transition to a modern theatre, where not all the heroes have legendary dimensions, he further restricts the role of the choir and brings, along with the elements of tragedy, several comic elements, foretelling the species of drama. He introduced in thecomposition of tragedy, the plot, the adventure, the recognition, the prologue and the so-called "deus ex machina", necessary for the resolving of the action: "Euripides may be reckoned as the first opener of the paths towards a new dramatic shape, into what we call modern drama. This will open theatre to an endless universal perspective: the perspective of life, with the broad involvement of the human soul, troubled soul, the passion." 3 Indeed, the theatre of Euripides is less vigorous than that of Aeschylus, less noble than that of Sophocles, but the creator of characters like Medea, Fedra and Alcestis, was without doubt a great poet. Not quite to the taste of his contemporaries, Euripides will become for the following generations, one of the most famous classics, after Homer. Euripides has inspired great writers, such as Racine, Corneille, Voltaire, Lessing, Goethe, etc. In Romania, Euripides' plays began to be staged in the second half of the nineteenth century, in translations signed by Panait Ioanide and Petre Dulfu.
The action of the tragedies of Aeschylus, Sophocles, and Euripides is intertwined around a main hero, whose tragic fate is portrayed by means of high tension and expressiveness. The fugitive interventions of some of the characters more deeply reveal the whole range of tragic situations, which follow one after the other relentlessly in the life of the main hero. In the tragedies of Aeschylus, there are expressed the political ideas of the playwright. The unique beauty of the tragedy of Sophocles lies in the contrast between the ardor of living, between the multitude of gifts which have made man the most wonderful creature of nature and the threat of a deity that does not understand and does not forgive. Sophocles perfects the dramatic construction of the parts, which he had begun. In the creation of tragedies, Sophocles draws inspiration from the same sources as Aeschylus, as his predecessor had himself done, he appeals to the well-known legends and mythological heroes, themes of some of the tragedies he wrote being similar to parts of Aeschylus or continuing the themes he addressed (for instance, in Antigone, Sophocles starts at the final moment of the tragedy Seven against Thebes).
Thus, if Sophocles is the poet of greatness that misfortune never defeats, Euripides is the poet of human frailty. His heroes are strong spirits, slaves to a single urge. Full dedication, strength of feeling, magnanimity that nothing shatters prove to be the essence of his poetry. This is sad poetry, but the contemplation of suffering does not always lead to despair; man may find in himself, in his nobility and manhood, relief against destiny.
There are three specific characteristics of Euripides' theatre: realism (in the sense of similarity to the familiar aspects of life), rhetoric (leaning towards the side of verbal virtuosity) and philosophy, understood not as an expression of conceptions about the world, but as a manifested predilection towards the debate of ideas. Unlike Aeschylus and Sophocles, Euripides uses myth not as a support for a structure, be it interior or realistic, but as raw material for the formal taste of the show, of the theatre, of a harmony entrusted to verse, or even to music, of lyrical works and a characterization of the psychological (made in a way which aims at the comedy of manners). In Euripides' plays, there is a tragic waiting that turns into a happy ending.
Unlike his predecessors, Euripides approaches dramatic art with more freedom. This concerns both the conception of the action, and its treatment on the stage. His heroes have a hectic life, fighting all the time, but they no longer fight with the gods or with a will they think is ideal, but with themselves. Otherwise, the heroes battle with the urges of their human nature. Aeschylus and Sophocles were concerned with giving the human soul greatness and height, exposing the drama of people's destinies unfairly and relentlessly shatterd. In contrast, Euripides does not relate pain with fatal and superior wills, but looks directly into the reality of its humanness, in forms and manifestations varying from simple thrill until to final tremors. Also, he preserves the content of well-known legends, however, Euripides puts the emphasis on the detachment from these legends of the drama of common life, with the intensity and variation of its feelings: "That's why the feelings put on the stage don't float in a hieratic or faticide atmosphere, they speak to us with the voice of nature, which any spectator can identify through his own experience of mind." 4 Poet of pain, Euripides manages to shine a light exactly on the power and beauty of tears, being attracted by human suffering. This defining feature is not inserted deliberately in his works, but it demonstrates the capacity for natural human predisposition. The moments on the stage capture the feeling of pain in its whole expanse, depth and variations of intimacy, regardless of origin (weakness, pain, ignorance, sorrow, wickedness, wandering). The passions are painted by Euripides as "intimate enemies", which every man bears within himself, "no one has done a more alive, more real and more deep study of the passions."
5 Therefore, if in the judgment of people and situations, Euripides felt the need to introduce a juggling of shadows and thoughts, the essential aspect he was after was to emphasize the price paid for the conquest of light and moral beauty.
In the art of Euripides, there can be observed a tendency towards instinctive feelings, those which spring from the natural order of life, the poet recording, encompassing, understanding, transposing and playing on stage his feelings on the whole scale of feeling human. On this register, the human in Euripides no longer knows the solemnity of the tragedy with kings and queens, the human side being closer to the popular spirit. Thus, the kings and queens do not belong to a special area of humanity, but they are endowed with thoughts, feelings, tendencies and reactions that are specific to ordinary people. Although he tackles the content of popular life, Euripides lends his characters a natural superiority, which comes from the sincerity of emotional expression in the face of various circumstances in their life, without vulgarizing art.
Another personal interpretation of Euripides consists in capturing and expressing the struggles of opposite feelings which manifests itself in the human soul. These feelings are not thought of as hostile to each other, "like two forces that must cancel each other" 6 , but they are embedded spontaneously and gracefully, managing to communicate the movement of the soul.
With the representation of scenes of heroic devotion, Euripides retains the humanity of his characters, no matter how much gravity and dramatic force there is in their manifestation. In depicting the heroism of the characters, Euripides does not rely on principles or dogmas, he does not use burdensome traditions and practices, and he does not want to be located on any cold and solemn heights. This heroism is depicted as simple and generous, made of tries and kindness, for which there is no need for superior or mysterious predestinations.
Many of the characters that Euripides put on stage are full of vices or even evil. Critics believe that there are excesses that could be missing, however, in their role, Euripides was not influenced by temperamental tendencies, but he let himself be led by contemporary realities and images. For the depiction of usual human traits, the poet was interested in the common life, with its excitement, its noises and its various aspects. Having a sharp spirit of observation, Euripides assimilated data in order to build the tragic material, thus putting the bases for the establishment of drama, in the modern sense of the word.
In the entire creation of Euripides, there is also recorded a nuance of eloquence in connection with the dramatic developments, and through the use of natural resources of this eloquence, the poet gives evidence of the special qualities of the orator: "His work is full of pleadings, extensive discussions, invocations and disturbing lamentations, the lines are bold and ingenious, the passages warm and vibrant, the dialogues are powerful. Sometimes they become excessive. Under the outpouring of their words, it happens that the action stays in the background, and Euripides, with all his knowledge as a dramatic author, forgets that on stage, passions have to live through actions, more than by words." 7 As a system, Euripides' drama has less architecture and is less strict than the drama of the great Aeschylus and Sophocles. This lack in the system of the drama is attributed to the fact that the wealth of passion put on the stage, as well as the poet's capricious nature, could not reconcile easily with the rigor of the traditional rules and the fixed method. This does't mean, however, that the dramas do not have a unity or that there is a lack of internal structure. However, the unity, instead of allowing the descent of a tragic subject in its very structure, results from the juxtaposition of dramatic scenes full of pathos, on which the author has focused in the same space, at the same time and in the same emotional grade.
For the production of the dramatic consequences he desired, the author invents combinations of nature to be able to achieve the establishment of the plot. These initiatives have been referred to by Aristophanes as mere expedients. The atmosphere full of hazard is fully manifested in Euripides, especially in varied situations, some of which approach the stratagems, or the surprises used in the dramas of modern times. In this regard, the author makes 7 Ibidem, p. 104 the choice to use an innovation capable to produce coups of theatre, transcending the tradition which imposed a strict writing. Therefore, the poet allows himself to use legends with the freedom to combine their items in a unique way, to order in such a way the data that all this culminates in the dramatic effects of the unexpected.
Emotional richness manages to fracture the unity of the parts of Euripides' style, but, following, however, the rules, these pieces still retain a full dramatic unity. The means by which the author manages to achieve this unity are mentioned in the universal history of the theatre: prologues and endings. Prologues fulfill a multiple function, namely, they initiate the spectator into the different episodes that precede the events in the center of the drama, they provide essential indications on the action, directing the attention of the viewer towards the center and preparing the outcome right from the first moments of the show. Sometimes, in the endings, Euripides has a god coming down from the sky, resolving difficult situations and confirming with divine authority the deeds that have been fulfilled. There are, however, assumptions on the reasons for which the subtlety of the author had to give itself in to using such means. Out of them, there are two notable assumptions. On one hand, a hypothesis would be the poet's need to correct through the involvement of the divine the too profane note of the conflicts and passions put on stage. On the other hand, the other hypothesis would be the need to give unity to the various episodes of the action, by reporting them also to an upper will, equipped with the power of predestination.
The grading of the effects is an aspect that is quite important in the creation of Euripides' style. For this purpose, Euripides resorted to different means, some more ingenious than others, the plot being strewn with incidents capable of exciting both the emotions and the curiosity of the spectators. Still, the adventures we are witnessing are addressed to both the senses and the judgment, and contrasts are handled with skill, by exposing people in situations of physical and moral decrepitude, being prey to hallucinations and insanity, or portraying people in all the brightness and beauty of their youth. Thus, in the majority of the plays, Euripides configures a unity of the states of the emotive, lamentations, descriptions of suffering and states of fear, to let the action itself occur in a focused manner, becoming disturbing just in the last moment. In other plays, decided feelings, capable to give a dispensation to the intense conflict, do not appear until later, after the author has firstly revealed to us the distress of mind through dramatic indecision. Through this, Euripides tried to define a precise system, but not using fixed rules, taking the measure of each subject and trying to draw from the specific situations as much emotional content as possible.
Continuing the tragedians' tradition, Euripides manifests as a lyric poet, but his lyricism cannot be put alongside that of Aeschylus or of Sophocles. This is not due to an artistic inferiority as a poet, but to his conception of the dramatic. In the measure in which the dramatic action became fuller, more complex, the lyrical decreased in intensity and in importance. These observations are outlined primarily in the diminished role of the choir. In the tragedies of Aeschylus and Sophocles, the interventions of the choir are sometimes confused in the background of the action, bringing the echoes of consciousness to the public, interpreting the feelings of guilt and approval of the audience, and setting in a poetic manner, the advice which they would have been inclined to give to the characters. In Euripides, these interventions are presented as some episodes, linked with the action, and are reduced to simple incidents, excuses or even whims of the lyrical muse, or other times, the interventions develop some philosophical and moral reflections belonging to the poet, or they make allusions to contemporary events. So, no longer is there the pure enthusiasm full of forebodings of the heights of the divine and human, which gave the choirs of Aeschylus and Sophocles the majesty of their lyrics. The choruses of Euripides do not know of such a greatness and solemnity, and there are even moments in which the songs of these choirs seem rather agreeable entertainment, some librettos made out of repetitions of sonorities which are sometimes meaningless and phrases written solely for effect. The preservation of these choirs, however, is part of the requirements of the dramatic and lyrical powers of traditional tragedy.
The style used by Euripides is closely connected with his conception of the dramatic. His discourse is less synthetic and concentrated than that of Sophocles, it has more naturalness and ease, it is closer to casual, prose speech. In that respect a particular quality is the Euripidian dialogue, which directs and gives life to the characters. Exchanges of ideas happen promptly, ingeniously, with masterful hints of subtle accents or witty remarks, with games made from subtle hints, or in the form of anitheses. The phrases will model the movement after the nature of the statements, regenerating the uninterrupted initiatives and means of expression. Sometimes, the exchange of lines becomes too subtle, the processes of Euripides reminding of the art of the Sophists. The style of the poet excels and the arguments are passionate. To play the struggles of intimate spirituality, Euripides varies concomitant registers of speech, becoming harsh and tumultuous, warm and insinuating, and sometimes ironic or violent. The stylistic elements in Euripidian plays are observed also when the author deems it necessary to express anger, with its moral contradictions and with the unsettling turmoil from the depths of the human. The same can be said about the way he uses the language of pain, suffering, panic and of terror, situations of human decay, therefore, of the facts capable to awaken in the souls of the spectators a feeling of mercy.
Moreover, besides the many mobilities able to provide a lyrical variety and dramatic depth to the plays, Euripides acquires the ability to suggest and the tacit existence of deep thoughts, with some implications of a philosophical vision on world and life. Through this feature, Euripides turns out to be a continuator of the tragic tradition, within which the beauty of the literary is closely linked to the height of philosophical theory. Even when Euripides indulges in the appearance of the drama of suffering and of turmoil of the soul on a pessimistic note, the author reveals the influences of the philosophies of the sophists. In this regard, we note from Euripides the form in which he put into question the reality of the ancient tradition regrarding the heroic and the religious. There are different appearances of mythological creatures, like Leda's swan, the Eumenides with their snakes, children who are born from the earth, there are some appearances in the form of fables, born from the imagination of the poets. Thus, Euripides conceives divinity as an ether, making it a necessity both of nature and of the need for knowledge the people have, and this doubt is set before the spirit of respect. Through doubt, the author takes the initiative, resorting to daring formulations, he renders his personal reflections, and sometimes the actor drifts away from the character he interprets, through him speaking rather the poet philosopher who depicts his own beliefs.
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